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U Pon Nya had many comic scenes which were mostly in prose,
but not always. He was so fond of rhyme that he often used it in his
prose. As his verse often had seven or eight syllables in one line, and
as his prose contained rhymes, sometimes it was difficult to say
whether a passage was in prose or in verse. The Water-seller was
mostly in that half-prose, half-verse style. The decadent dramatists
retain the four-syllabled verse, but following U Pon Nya, they use
variations. Their songs, however, are in all varieties of verse,
Whether in song or in dialogue, they attempt to convey not strength,
but pathos and tenderness. Their prose, in contrast, is very bare and
therefore suited to their comic scenes. The history of the style of
verse in Burmese drama may perhaps be made clear by a reference to
the Elizabethan drama. U Kyin U was a Marlowe, U Pon Nya a
Shakespeare, and the decadent dramatists are Fords.

Because of the great similarities, one is tempted to compare the
decadent Burmese drama with the decadent Elizabethan drama. In
both there is the same love of pathos, sentimentality, and horror. To
take examples off-hand, Ford's *Tis Pity She's a Whore and our
* Baboon Play' touch on incestuous love in order to arouse both pity
and horror, and the execution scenes in The History of Thaton and
the * Baboon Play' are comparable to the assassination scenes in
Webster. The love of spectacle is common to both decadent dramas.
We even find in the Burmese decadent drama a sentimental attitude
towards kingship and royalty comparable to the attitude of some
characters in Beaumont and Fletcher's The Maid's Tragedy. The
similarities are so evident that one wonders whether there is a
similarity too between the causes of the decadence, whether the chief
cause of the decadence in Burmese drama was because it had spent
itself out in the hands of U Pon Nya and his contemporaries in the
same way as the Elizabethan drama could be considered to have
exhausted itself in the hands of Shakespeare and his contemporaries.
But, as far as it is known, the age of U Pon Nya is not comparable to
the age of Shakespeare, for Burmese drama, even during U Pon
Nya's time, did not equal the Elizabethan drama in spontaneity
or intensity. In spite of the fact that there were many imitators
during his lifetime, U Pon Nya is the one dramatist of his period
that we now remember, which seems to show that there was no
outburst of national dramatic energy. And he was not a Shakes-
peare, and had by no means exhausted the possibilities of the drama
when he was executed. Moreover, Burmese decadent drama is